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Futurist: 
In the nineteenth century, with the invention of 
machines, Noise was born. Today Noise is 
triumphant, and reigns supreme over the senses of 
men….we approach nearer and nearer to the 
MUSIC OF NOISE. We must break out of this 
narrow circle of pure musical sounds, and conquer 
the infinite variety of noise-sounds (1913).  

Futurist: 
erasure of artistic memory, belief in the “cleansing 
power of warfare.” Machines will help realize this 
“dream” (1909)  





E D G A R  VA R È S E  
( 1 8 8 3 - 1 9 6 5 )

• French composer (but moves to New York in 
1915) 

• trained in mathematics and engineering 

• reads Busoni’s Sketch of a New Aesthetic in 
1907 

• interested in electronic instruments even 
before World War I 

• Amériques (1918-1921): requires 11 
percussionists (two sirens), later ondes 
martenot 

• interested in neo-primitivism, futurism 

• Hyperprism (1923), Intégrales (1925), 
Ionisation (1931)



E D G A R  VA R È S E  
( 1 8 8 3 - 1 9 6 5 )

• French composer (but moves to New York in 
1915) 

• trained in mathematics and engineering 

• reads Busoni’s Sketch of a New Aesthetic in 
1907 

• interested in electronic instruments even before 
World War I 

• Amériques (1918-1921): requires 11 
percussionists (two sirens), later ondes martenot 

• interested in neo-primitivism, futurism 

• Hyperprism (1923), Intégrales (1925), Ionisation 
(1931)

List of instruments from the manuscript of lonisation 

First page of the manuscript of lonisation 
• 1934-1954: long silent period 

for Varèse



THE LIBERATION OF SOUND 
EDGARD VARESE 

Our musical alphabet is poor and illogical. 
Music, which should pulsate with life, needs new means of 

expression, and science alone can infuse it with youthful 
vigor. 

Why Italian Futurists, have you slavishly reproduced only 
what is commonplace and boring in the bustle of our daily 
lives. 

I dream of instruments obedient to my thought and which 
with their contribution of a whole new world of unsuspected 
sounds, will lend themselves to the exigencies of my inner 
rhythm.' 

(Excerpts from lectures by Varese, compiled and edited 
with footnotes by Chou Wen-chung)t 

NEW INSTRUMENTS AND NEW MUSIC* 

W H EN new instruments will allow me to write music as I conceive it, 
taking the place of the linear counterpoint, the movement of sound- 
masses, of shifting planes, will be clearly perceived. When these 
sound-masses collide the phenomena of penetration or repulsion will 
seem to occur. Certain transmutations taking place on certain planes 
will seem to be projected onto other planes, moving at different speeds 
and at different angles. There will no longer be the old conception of 
melody or interplay of melodies. The entire work will be a melodic 
totality. The entire work will flow as a river flows. 

Today with the technical means that exist and are easily adaptable, 
the differentiation of the various masses and different planes as well 
as these beams of sound, could be made discernible to the listener by 
means of certain acoustical arrangements. Moreover, such an acousti- 
cal arrangement would permit the delimitation of what I call Zones of 
Intensities. These zones would be differentiated by various timbres or 
colors and different loudnesses. Through such a physical process these 
zones would appear of different colors and of different magnitude in 

1 "391," Number 5, June 1917, New York; translated from the French by Louise 
Varese. 

t The complete Varese lectures will appear in the forthcoming book Contemporary 
Composers on Contemporary Music, to be published by Holt, Rinehart, and Winston. 

From a lecture given at Mary Austin House, Santa Fe, 1936. 
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A E S T H E T I C  D E B AT E S

Pierre Schaeffer Karlheinz Stockhausen



• born near Cologne.  

• Parents died, leaving him 17-year-old 
orphan  

• 1951: attends summer course at 
Darmstadt, studies for a year with 
Messiaen.  

• 1953: returns to Cologne, gets a job 
at newly established studio for 
Electronic Music (sponsored Radio 
Cologne).  

• Emerges as one of the leading 
composers and theorists of 
European avant-garde.

Karlheinz Stockhausen



C O N C E R T  O F  “ TA P E  M U S I C ” ( 1 9 5 2 )  

C O L U M B I A - P R I N C E T O N  E L E C T R O N I C  
M U S I C  C E N T E R  ( 1 9 5 5 )  



E D G A R  VA R È S E  
( 1 8 8 3 - 1 9 6 5 )

• advent of new technologies
—particularly tape recorder
—reinvigorates Varèse as 
composer and figure within 
the avant-garde 

•  Receives an Ampex tape 
recorder in 1953: takes it to 
iron foundries, sawmills, 
factories around Philadelphia 

• Déserts (1949-1954)



E D G A R  VA R È S E  
( 1 8 8 3 - 1 9 6 5 )

• incredibly excited by the possibilities of 
the Mark II synthesizer at the Columbia-
Princeton Electronic Music Center 

• “I am fascinated that through electronic 
means one can generate a sound 
instantaneously. With electronics you 
can generate something live than can 
appear or disappear instantly and 
unpredictably. Electronic music is 
composing with living sounds, as 
paradoxical as that sounds. I want to 
generate something directly by 
electronic means, I do not want an a 
priori control of all its aspects.” (1964)



P O È M E  É L É C T R O N I Q U E  ( 1 9 5 8 )



P O È M E  É L É C T R O N I Q U E  ( 1 9 5 8 )



P O È M E  É L É C T R O N I Q U E  ( 1 9 5 8 )



P O È M E  É L É C T R O N I Q U E  ( 1 9 5 8 )



K R Z Y S Z T O F  
P E N D E R E C K I        
( B .  1 9 3 3 )  

• Polish composer 

• 1959: wins all 3 prizes in a 
competition for young 
composers (sponsored by 
Polish Composer’s Union) 

• goes abroad, meets Luigi 
Nono, Pierre Boulez, and a 
music programmer in Baden-
Baden 

• 1960: “sonority pieces”



F O R  T H E  V I C T I M S  O F  H I R O S H I M A :  
T H R E N O D Y  ( 1 9 6 1 )



F O R  T H E  V I C T I M S  O F  H I R O S H I M A :  
T H R E N O D Y  ( 1 9 6 1 )



1 9 5 5 :  G E R M A N  M U S I C O L O G I S T  H . H .  S T U C K E N S C H M I D T  
I N  D I E  R E I H E   

( I S S U E  F O C U S E D  D I R E C T LY  O N  E L E C T R O N I C  M U S I C )

“The natural is abolished. Vocal and instrumental 
forms are eliminated, tonality, functional harmony, 

simple polyphony and symmetrical rhythm are 
suspended.” Aligning music with contemporary 

science and technology, he argued composers had 
broken free from the constraints of nature and 

history: “We are astonished, and not without pride, 
to have before us an art totally controlled by the 

spirit of man, in a way not previously imaginable.”



W H AT  I S  T H E  R E V O L U T I O N ?

• More control? More Freedom? 

• Milton Babbitt: “notion of having complete control over one’s 
composition, being complete master of all you survey”…what is 
to be sought is not novel sounds, but greater precision in the 
application of those “traditional” musical criteria 

• John Cage: “composers can make music directly, without the 
assistance of intermediary performers” 

• Varèse: “The composer is the only one of the creators today who 
is denied direct contact with the public” (tape will help eliminate 
the middleman of the performer)” 


